
141 030 






MAKING WA’TE^^iEM 
BEHAVE 








Making Watercolor BeHav^ 

WITH TWO BLEPRODUCTIONS OF PAINTINGS 
AND TWENTY-ONE PHOTOGRAPHS 
DEMONSTRATING BRUSH WORK 


BY ELIOT O’HARA 




All rights reserved. This hook, or parts thereof, must 
not be reproduced in any form without permission. 



CONTENTS 


n^TRODUCTION 

caiAPTER 

I. THE SIMPLEST TECHNIQUE 
H. MATERIALS AND THEIR USES 
HI. CORRECTIONS . 


PAGE 

9 

17 

37 
63 ' 


IV. STUDIO WORK ON OUTDOOR SUB JECTS . 7I 

V. GENERAL NOTES 76 

VI. REMARKS ON UTILIZING TECHNIQUE . 8l 


A PARTIAL BIBLIOGRAPHY OF USEFUL BOOEB FOR 

THE WATERCOLORIST 89 



r 






ILLUSTRATIONS 


“The Bridge at Ronda” . . Frontispiece 

PLATE FACING PAGE 

1 . After the Pencil Lines Roughly Indicate the Areas 
to Be Filled With Color, the Area With the 
Lightest Value is Painted in . . . .20 

II. A Brush-stroke With the Forefinger Pressing on 
the Brisdes of a Dryish Flat Brush Makes Broken 
Color on Rough Paper . . . . .21 

III. In the First Part of a Tint or Wash the Brush is 

so Wet That Dark Pools of Water Form on 
the Near Edge. The Oudine of the Horizon 
House is Nearly Completed .... 28 

IV. The Last Part of the Tint is Done With Long 

Horizontal Strokes. Note the Dark Pool or Rim 
of Color Being Drawn Across the Paper . . 29 

V. With the Brush Held Almost Flat on the Paper the 

Tip Makes a Smooth Edge and the Heel a 
Ragged One 30 

VI. A Very Dry Brush Held Rather Flady Gives 

Broken Color 31 

VII. Fine Lines May Be Made With a Large Flat Brush 
if it is Held Vertically and Touched to, Rather 
Than Stroked on, the Paper .... 32 

VIII. With the Corner of the Brush Scrubbed Sideways 

One Can Obtain Halftone Effects • • - 33 

7 



8 


ILLUSTRATIONS 


PLATE 

IX. 

X. 


XI. 


XII. 


XIII. 


XIV. 


XV. 


XVI. 


XVII. 



xvin. 

XIX. 

XX. 

XXI. 
XXIL 


FACING PAGE 

The Tip of the Brush Quite Wet and Moved Side- 


ways Makes a Clean, Sharp-edged Stroke , 34 

In This Case a Half-inch Brush was Used Instead 
of a One-inch Brush, Although for Windows this 
Size a Larger One Would Have Served Equally 
Well 35 

Pencil Indications of a Picture in Which White 
Birch Trees Will Be Seen Against a Darker 
Background 48 

While the Rubber Cement Protects the Paper Under 
it, a Light Wash Is Being Put on With a Sponge 49 

Even Very Dark Colors May Be Painted Over the 
Rubber Cement Without the Danger of Discolor- 
ing the Insulated Paper 50 


Art Gum Removes the Rubber Cement, Leaving 
Clear White Paper ...... 51 

All the Rubber Cement Is Now Removed and 
Ready to Be Finished 53 

The Sun Draws Up Water by Means of a Straight- 
edge and an Eraser 64 

This Shows the Alternate Use of a Brush With 
Plenty of Clear Water in it and a Dry Cloth . 65 

“Noonday Glare” Courtesy of Brooklyn Museum yo 
Cypress. Lombardy Poplar. Maple . . . 84 
Willow. Fir. (Facing Plate XXI) . 

Oak. Birch. Cedar. Pine. (Facing Phtte XX) 

Elm. Apple. Palm 




INTRODUCTION 


T his book, written primarily for begmners 
in watercolor, may be of equal service to 
the student or amateur, who, having done some, 
drawing and painting in oils, wishes to develop a 
technique for watercolor work. His object in exper- 
imenting with watercolor may be to make this 
popular medium his chief form of expression; or 
he may want to use water for gathering color notes 
or material to be used later in producmg oils. Man^ 
painters in oil derive their pictures from qt^^ 
watercolors, some ol them the merest indicatib^ 


qt a co|pr relationdu^’^ a rax>rd of a 
mom^ ^hidr Wf^id have b^n lost while a^^ml 


paAp^ was b^g;^.^ When fhe nc4:^^a rc^^ 
ptch is made, It rai^^ckly ^ ared pa^P^ l^t^^ 
r tdean and one It ready to mo^e on. Sp^ of 

(rf drying, %ht w^ht, 
permanence make this medium an 
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ideal one for either the amateur or professional on 
a vacation or voyage. ^ 

Contrary to the usual beUef in America, wat^- 
colors are just as permanent as oils. This is under- 
stood in England where they have been used since 
the time of Turner in a proportion only recently 
equaled in this country. How many painters of 
only a few years ago are to be known to posterity, if 
at all, by their watercolors rather than their oils! 
Sargent, for instance, jpi the last generation, I sup- 
pose, thought of his oils as his most important works 
and the watercolors and drawings as mere relax- 
ation. The oils are discoloring and cracking and the 
watercolors, except where unreliable colors were 
used, are not changing. Henri’s oils as well show 
the ravages of a relatively short time. It is a pity he 
did not do more watercolors. 

The chemistry of oil paints is rather complex. 
Intimate mixtures of different oils, pigments, var- 
nishes, dryers and thinners all go in together, some- 
times even over unfixed charcoal drawings or tem- 
pera (wat^olor). These divers mixtures vary even 
with^the same painter as he has a whim for tl:^ 
or that material. When an oil is to be correg 
or worked over, new layers of hardening 
jtc mperimposed m a |amt r^aQVfr is a^led Ip' 
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the forces of destruction. Watercolor, on the other 
hand, is simple. If something is to be corrected, 
a new coating of paint will rarely do the job so 
that an entirely new sheet of paper must be used. 
The only things involved are paper (a good linen 
paper will not perceptibly fade or change color), 
a single medium and pigments. Of course, water 
will^loosen the paint and if the picture is not 
covered with a glass, finger marks and extraneous 
dirt which cannot be remo'wtd with an eraser will 
damage it. In justice tolfels, however, it should 
be said tjiat if they are properly applied and the 
right combinations of pigments are used, — as for 
example, in the flesh tones of Velasquez, — they will 
remain almost unchanged for centuries. 

Since the time of Leonardo, painters have had 
the notion that along with their gfinius for pcatrayal, 
for interpretation, or for presenting abstraction, 
must go eltellence in the chemistry of 
earliest f^iofers had to make their own, Ind a 
job they did of it for the most part, 
recent painters stew up tqesses of 



grind cohrrs in c^pedfion with mod^ 

painters ever had money to ibse, such expexi^ 
would be like the business man who, hav- 
in manufacturing, spends his 
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years losing it again in financing other industries. 
“He even grinds his ov«rn paints” nowadays is not 
as complimentary a remark as it used to be. 

To paint good watercolors is a full time job, not 
a relaxation from other kinds of artistic expression. 
It can be an ^tremely diflScult medium to worki 
in if one is to utilize all the different techniques and 
procedures, and strive for the utmost varied in 
modes of expression. A mastery of all the methods 
and a ready command^f a specific treatment to 
suit a mood, time of d^, climate, temperature, or 
whatever one wants to express, are prerequisites 
for the professional watercolorist; that is, the one 
who does only watercolors, not watercolors, por- 
traits, oil landscapes, and etchings. Many painters 
can do adequate work in more than one of the 
allied arts. Indeed, in most cases a moderate amount 
of experimenting in all of them will help any single 
line, and they should all be worked at b^ every stu- 
dent in order that he may find out which gives the 
most satisfaction. 

The choice of subject matter, car outer stimuli 
which one looks at or feels iti order to draw 


tal mw n^erial for pictures), should, unlike 
choice of a medium, be kept as Ae^le sp 


unle^ one widies to beeodoe a 
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in subject matter often become famous and often 
make money. It is a fine thing to be known as a 
good painter of nymphs, boats, snow scenes, abstrac- 
tions of guitars, or any otha: one specialty; but die 
danger is that such a painter suffers from without 
through people saying he cannot do anything els^ 
and from within through the effect on his ingenuity 
and imagination; with the result that his pictures 
get more and more like each other as to time of 
day, color and feeling. It is for the individual 
painter to choose whethar he wishes to specialize 
or not I find that I relish most the exhibitions of 
painters in whose work something unexpected — 
either good or bad — can happen. 

In writing on the technique of watercolor paint- 
ing, I shall try to avoid other subjects such as color 
harmonies, composition and the philosophy of art, 
except as they intmde themselves. 

It is possible to teach a technique or method for 
using brushes and paint. Fadlity is a tool widi 
which the studait should .be provided. As to what 
he expre^^ with the tool, is hits own afiair. He 
msty, if he choosey dudy with a limter, but should 


car^d not to imitate #(e mast^. He can learn 
^Mes and formulae fm oompofition which his teach- 



and thus make compost- 
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tion according to whatever set of conventions are 
in feshion at that school. But he will probably learn 
as much in breaking the rules as in following them, 
and perhaps produce as good pictures. 

In color he can be taught that certain colors are 
pleasing together. Matisse, or some other colorist, 
has found the different combinations and they are 
there to be used, but what of it.? There are just as 
many more good ones to be found and if the artist 
has good taste, he will find thena; if not, his color 
will be either imitation or bad. 

The best training for walking alone is walking 
alone. I might be able to tell what I know about 
composition or color, but in more senses than one 
it would not do the student much good. If, how- 
ever, I can teach him how to do the mechanical 
part of producing a watercolor, such as: tinting a 
paper, blending colors, or performing the various 
other operations or tricks of the trade; then if he 
has anything to express, his hand will be ready. 
In other words, I shall try to give him the spelling 
and grammar; — he must have the ideas. 
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MAKING WATERCOLOR BEHAVE 
CHAPTER I 

THE SIMPLEST TECHNIQUE 

M any who have tried to do watorcolors have 
given up too easily. Frequently their dis- 
couragement at not making the colors go where 
they want results merely from the use of scHue 
unsuitable material. 

Certain methods and materials are easier for the 
beginner to start with. I shall describe tibe simplest 
only, leaving the more difficult to take the form of 
notes or amendments relative to experiments with 
other papers and materials which can be tried later. 

Leaving aside for the moment ffie use (£ oj^qat 
watercolor and dealing with what is usuaUy kiK)wn 
as pure watexa^, — that is dte of paper 
and sqmi-i^anspnrent pigments for l^t colors 
of a mixture with oi^qtK white, — there are 
techniqpres. 
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Methods 

1. The English method consists of superimpos- 
ing light washes of various colors over each other, 
letting them dry between each coat This is the 
technique usually described in books on watercolor. 

2. The “sewing-up” method consists of using a 
rather wet brush but leaving white paper rims 
between the brush strokes to prevent their running 
together into pools. If a hard edge is wanted between 
two strokes it is filled in after both strokes are dry; 
if a passage or blending is wanted the drying is 
timed until either a partial or complete blending 
will result from joining the strokes. 

3. The smooth paper method necessitates care 
in preventing the colors from running together 
when they should be distinct, and in allowing them 
to run together when blending is desirable. Subde 
differences in value and tone are accomplished in 
this blending which are dif&cult to control but 
extremely effective when they are successful. 

4. The dry brush method, except for large areas 
or washes, requires the use of so little water in the 
brush that accidentals and run-ins become of Ses#J 
importance. This method is more deliberate 
Ipves less to chance than any Others exq?|t 



THE SIMPLEST TECHNIQUE 


19 


opaque painting. For this reason we will call it the 
simplest method. 

There is no hard and fast dividing line between 
these four classifications and they are more often 
than not used in combination. 

David Cox and the earlier watercolorists gen- 
erally used the first method. The work of George 
Pearse Ennis illustrates what can be done with the 
second. Charles Woodbury’s watercolors are largely 
on smooth paper. John Whorf often uses a dry 
brush. These names are given so that the student 
may identify the four methods. The excellence of 
the painters mentioned is, of course, not due to 
method; and no doubt each has at some time used 
all the methods either in turn or in combination. 

Materials for the Easiest Technique 

Paper. Heaviest grade of rough papa: in block 
form, any dze between 10 x 13 to 14 x 18. Cank)n 
and Whatman have proper qualities for this trial. 
If possible, get it thick enough so that the detached 
sheets can he used i«<i: as well as front, because 
we are to use up a lot of paper. (Otho: papers and 
puipcKses will be takai tip lata:.) 

Most box^ are too sm^h— get the largest 
ti ^tpanr^ metal box widi depre^ons or 
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partitions for squeezing out tube colors. Buy an 
empty box and supply colors and brushes of your 
own choosing. 

WaUr Bottle. Container for water should have a 
screw top and wide neck and be somewhere near 
the size of a drinking glass. A mayonnaise bottle 
is good. 

Colors. Tubes, not pans. Any manu&cturer — 
Newman, Weber, Winsor Newton, Devoe, Hora- 
dam — ^to mention a few. For the coal tar colors, 
Schmincke, Talens, or Eilida. (Colors are more 
thoroughly dealt with later.) 

A good set for study of summer landscape would 
be: alizarin crimson, French ultramarine blue, 
cobalt violet deep, Antwerp blue, lemon yellow, 
aureolin, cadmium yellow medium; cadmium 
orange, orange vermilion, burnt sienna, sepia, raw 
umber, ivory black and Envy’s gray. And of the 
coal tar colcffs: brilliant turquoise no. II, yellow 
green no. 1, and brilliant orange no. 1. Aureolin and 
the cadmium coIchts are expensive; one could use 
chrome ydlows which are not so^pemianent. 

Brushes. painter’s lettering brushy fiat^ 
inch wide, ox-hair. This has 
dE being caj^ble of mj 
mim wkhh to a 
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it is moved sideways, diagonally or edgewise. Grum- 
bacher makes good ones; but art stores carry many 
varieties. This brush can do most o£ the work; 
but, in order to achieve fine lines and necessary 
detail, a medium-sized watercolor brush, round, 
and coming to a sharp point when wet; or a line 
brush, which is round, thin and with aU the hair s 
the same length, may be substituted. 

Miscellaneous. A square of cheese doth or cotton, 
art gum, a pencil (medium hard), a low carhp 
stool. 

Procedure 

In painting watercolors, it is convenient to draw 
rough pencil outlines of the main areas of color, 
at first, at any rate until the control of the brush 
becomes through habit partly subconscious. Num- 
ber in pencil the color areas in the order of their 
value (lightness or darkness), starting with the 
lightest as number one; for diis is the or^ in 
^idudi we shdl paint th^. Suppose that the pic- 
ttne has been sketdied m dngle pen^ lines dmw- 
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paper is horizontal. I find that the best way is to 
sit on a child’s folding camp stool 6 to 8 inches 
high with the pad between one’s feet. By leaning 
slighdy forward one lets the right arm swing natu- 
rally over the paper from the shoulder and move 
in any direction without efiFort and without unneces- 
sary muscular tension. This position has another 
advantage, which is, that by placing one’s back to 
the sun, one casts one’s own shadow on the paper 
and need not look for other shade. The paper 
should not be in the sunlight during work except 
possibly during waits for drying. 

If the pad can be placed on a slightly roimded 
bump on the ground or a folded coat, it is kept 
from collecting dust at the wet edges and also it 
can be tilted, rotated or turned upside down with 
the left hand. This is convenient because the right 
hand can draw a truer line from left to right than 
in any other direction. In doing a thm mast, for 
instance, the paper can be turned on its side. 

With the pad between the feet, the paint box 
and botde of water can be at one’s right. A very low 
horizontal platform or table might serve to raise the 
pad to a level less back-breaking than that of the 
groimd. 

Before starting, the necessary colo^ ^ould be 
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squeezed out into the depressions in the box. I like 
to keep them in the order o£ the spectrum with the 
bright colors on the top and the darker ones below. 

It will be seen that the above division of the spec- 
trum between the warm and the cold reds, brings 
all the warm colors together on one side and all 
the cold colors together on the other. If one wants 
a bright color, one takes it pure from anywhere 
on the top row or mixes pigments which lie next 
to each other as one combines alizarin crimson, and 
French blue for purple. To obtain a dull color, 
one either chooses it from the lower row, or uses 
a dull color to modify a bright one. 

Finally, being ready to put on color, the first 
thing is to decide which color is the lightest; 
because, while dark colors can be put over light 
ones m watercolor, it is diflEcult to put light colors 
over dark. There is no need of wetting the |»per 
as a preHminary. If a yellowish house in sunlight 
is the lightest value in the picture, put that in first 
To do this, dip the large brush in water and give 
it a shak^ that will give you about the right amowt 
of moisture, then touch it lighdy to the defied 
yellow or orange in the box and fill in ot|^^ 
keeping the pad level so that the colof 
If you find the value k ^ 
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and flood in a little water, then squeeze the moisture 
out of the brush by passing it between the thumb 
and finger of the left hand, or, wiping it with a 
doth, soak up the water from the paper. The brush 
when dry and dean will take o£E water or paint 
while it is still wet as well as put it on. If the color 
is not reddish enough on one part of the house, 
add a litde red while it is still wet and let it run 
together. It is better to mix two colors this way 
right on the paper than to mix them in the brush 
or the box. You should work fast enough to finish 
the entire area before any part of it dries. When it 
is finished it should be damp enough so that it 
shines, but not damp enough to have any pools. It 
will dry gradually, but until it is dry so that it does 
nert: come off on the finger, no other color can be 
put over it; therefore leave until later the windows 
or roof. Also, until it is dry, no other color area can 
be put adjacent to the first without their running 
tc^ether, unless a white line ctf dry paper is Idt 
between which is eitho' to remain white' or to be 


^led in lat^. 
IWhat is the’ 


l^t bi^vidie r^ht 


Stem? ft mi^t be gra^ 
t be the 

^ as the hemse. Aureo- 
t color for the tree. In 
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p ainting in these two things, an interesting hict 
may be noticed about the use of the flat brush. If 
a hard uniform edge is wanted, such as a point 
where the grass grows against the house, the tip 
of the brush or the end away from you will give 
it, as the brush moves sideways. The edge which 
the heel of the brush makes, however, will be a 
ragged edge caused by the flat of the hairs rubbing 
across the grain in the paper. This difference can 
be taken advantage of. When a ragged edge is 
wanted, as might happen with the edge of the tree 
or the grass growing against the sky or the foliage 
of a tree, the pad can be turned around so that the 
flat of the brush instead of the tip or side will define 
the edge of the color. With the brush very dry and 
held flatly and with burly quids strokes instead of 
measured ones, whole surfaces, as well as just the 
edges, can be given this broken color effect. Fish- 
nets or wet pavement are susceptible to the treat- 
ment as well as foliage. Note in Photograph II 
the manner of holding the brush with a finger 
pressed on the hairs to make them lie flat and touch 
only the high spots on the paper. Leave plenty of 
dayhghts or white spots; they will be used later 
for filling in with a different quality y^ow or 
green. 
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What is the next darker thing in the picture? 
It may be the sky. Suppose that it is shaded from 
light at the horizon to dark at the top and that 
Antwerp blue might, with different proportions of 
water, give the color and value. The sky is a largo: 
area and will have to be put on wetter because it 
will take longer to cover it; and if we allow part 
of it to dry while the other part is wet, we shall 
have a bad hard edge where we do not want one; 
— ^that is between the dry and wet parts. 

In wetting the brush, do not give it a shake as 
there should be plenty of water. Get a Htde blue 
on the brush and, turning the picture upside down, 
start outlining the house, chimney, etc,, but do it 
quickly. Time is much more important than an 
accurate outline. Where the sky is adjacent to any 
darker area, let the color slop over as it will; the 
darker color will correct the edge later. AlS you 
quickly put on more brushfuls, add more and more 
color to the water. Tip the pad slighdy toward you 
so that the outlined edges of the house are of even 
dampness, and there is a bead of watCT along the 
working edge whidi is approaching the lower ed^ 
the pad. You are really drawing a pool of water 
tinctural with the color across the paper. In Photo- 
III, the blackish points are pools of water 
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being constantly pulled down toward you as you 
work. The brush work for this whole area of sky, 
after you get the first irregularities of outline evened 
off, should be long horizontal sweeps, the full width 
of the brush and overlapping either side of the 
paper. You may have to pass the brush several times 
over the same path to avoid white specks. 

In Photograph IV the brush has now gone back 
from the working edge to cover up some of these 
white specks. A few white specks are still visible 
at the left. Use swift horizontal strokes. Now with 
the dry-wiped brush, soak up any excessive bead of 
wemess along the bottom edge of the pad and keep 
the pad tilted toward you slighdy all the time until 
dry. If you have worked quickly enough and used 
brushfuls of uniform wetness, you vdll get an even 
tint. If it is too %ht your brush carried too much 
water and not enough color; if it is too dark, more 
water and less color should have been used. Ant- 


werp blue is a very strong color; a dried particle 
on the brush might account for a dark horizontal 
streak. If white pimples of bare paper show, yo«r 
brush may have been too dry or held too ftady, Of 
the strokes may have been too fast If a hdloi^ 
like sharp edge shows halfway, up ^ 


dryii^ it is because yo«u 
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Start, or you took too long, or were too painstaking 
with your outlines, and allowed the first part to 
dry so that it acted like a wick and absorbed back 
wet paint put on later. 

Now is the moment for a wave of discourage- 
ment, because, unless the sky is evenly tinted and 
graded from fight to dark, it is a frilure. You might 
sponge out a doud where there is a particularly 
murky spot, or you might like the unevenness or 
persuade yourself that a uniformly tinted sky is 
not a necessity, or you might go charlatan and put 
in some unrelated item to astonish the world. But, 
thinking of the picture as an exerdse, unless the 
tint is even, you haven’t done what you set out to 
do. 

Handling a wash or tint^ as it is sometimes called, 
is a basic part of watercolor painting. Unless one 
can do it, one will have trouble in controlling the 
smaller washes or making tints which grade prop- 
erly from one color or value to another. This process 
shotdd be learned at the caitset so that whatev^. 


variations and irregulaiities occur, will be du# to 
jotoition radier dian to n^dhance. There k enou^ 



at best Some acd- 



amking d a picture, 



of a new ^le. Otoe painter, a few 
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years ago, noticed tiiat drops of clear water falling 
on a partly dried area of color expressed the dap- 
pling on horses and deer and developed a kind of 
picture in which the discovery was exploited with 
great charm and effect. 

In practising skies and big flat washes on the 
back of old pictures, try different colors. Ultra- 
marine, turquoise, leinon yellow — ^you will find 
that they work out differendy, and you will get 
used to them singly and in pairs. For instance, after 
getting a good tint with Antwerp blue, try one 
graded from light lemon yellow and a trace of 
Antwerp to darker Antwerp blue. Then try put- 
ting in a purple “mare’s tail” cloud with one strode 
of a fairly dry brush while the grotmd is still v^et. 
All sorts of interesting results will develop as you 
work. 

Do not be discouraged if even after many 
attempts you are unable to get an even wash. Most 
good watercolorists have spoiled hundreds of sheets 
of paper in the process. t 

The sign-painter’s flat-stroke brush of ox-hair 
is the best for the purpose; and the rough paper, 
if not Fabriano’s (which, by the way, is ideal fcxr 
some other purposes) is better than the smooth; 
ba:ause the surface is fuU of little v^leys wjiiph 
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hold pools of color and retain the necessary mois- 
ture long enough to help you cover the entire sur- 
face before the first part is dry. 

The next darker value in our picture is the 
shadow side of the house, the shadow of the chim- 
ney and shadow imder the eaves, also the distant 
land. They can be done with the proper colors in 
the same way as the house in sunlight. (See Photo- 
graph I). Notice how the yellow-green grass casts 
its color up into the shadows tmder the eaves. 

The ocean varies in value from the lighter color 
reflected from the sky in the bay near by to the 
darker horizon. In the example we are following 
through, the colors used were Antwerp blue with 
dark French blue run in at the horizon. Note the 
manner of holding the brush to get a sharp level 
line. The brush moves from left to right. The tip 
of the brush gave a sharp line (horizon), the heel 
or flat of the brush with the same stroke gave a 
ragged line (edge between the grass and distant 
ocean). This wa^ started in fairly wet in die fore- 
ground but had to be dryo:' toward the horizon in 
cs'der to make the iaoer dark euough. 

Always i^oceeding facan the %ht€r to die darker 
vahses, we next asme to the shadow ade of the 
tree^ and the diadows of the trees and house on 
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the grass. Choose the color which, put on over the 
yellow green, will best render the desired color. 
It will probably be one of the blues. For this opera- 
tion the brush should be squeezed dryer than for 
any other so hir. See in Photograph VI how flatly 
against the paper the brush is held. Have you no- 
ticed that the light spots on the ground made by 
sunlight coming through diinks in the leaves of 
a tree are often round or elliptical in shape.? I have 
a wisteria vine screening a south porch which casts 
perfectly round silver dollars of light on the floor. 

The color of shadows is varied by the nearest 
reflecting surface. Such a tree as ours would prob- 
ably have bluer shadows where it is most ^posed 
to the blue sky on top, but the underneath shadows 
would have some orange or yellow or brown result- 
ing from reflection of the sun on any grass or road 
beneath the tree. 

The trunks and branches of the trees, although 
very dark, could be put in next, because, we might 
want them to nm in slightly widi the — ^still wet-^ 
shadow parts of the tree. You mig^t like to shift 
to a smaller brush for this, but it is good practice 
to do it with the larger one. To make fine lines, 
hold the brush vertically to the |»pef as in Photo- 
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graph VII. If the fine line is to be curved, shape 
the brush into a curve with the left hand before 
touching it to the paper. 

As the grass will probably not be of uniform color 
or value, parts of it can be gone over with slightly 
darker aureolin or some other yellow or green. 

The half-tones in the rocks of the foreground 
are either bluish shadows reflected from the ^y 
(if they &ce upwards) or reddish or orangey, if 
they face a sunlit area of lighted surfece. These 
could be put in with a dry brush like the shadow 
parts of the tree. It will be a temptation to overdo 
them and cover too much of the first sui^ce. Resist 
the temptation and stop when there seem to be 
only half enough. 

Ripples or waves in the water on their £ai side 
reflect the lower sky, a color which comprises our 
first even wash. In the near side the waves r^ect 
the higher sky of the zenith and also show some of 
the darker green from the underneath water into 
which we look. The nearer they are to us, the more 
we look dovm into their near side. Also the hou^ 
ami rocks will be r^ect») in the near or far side 
or both. 

yew have detemuned the ct^ to be used, 
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— ^the size of brush-stroke and the direction of the 
waves, — vindicate them with quick and few strokes. 
They will look larger as well as darker as they come 
nearer. Aldiough I used (in Photograph IX) the 
edge of the brush moving sideways, and had the 
waves coming towards me, there are no hard and 
fast rules for water or any other thing to be painted. 
Whatever shape or size the ripples or waves are, 
whatever direction they take, and whatever colors 
they may reflect iErom the sky or ocean bed; there 
is some kind of brush-stroke and pigment to match 
them. It is your job to discover the combination. 

The darker accents in the rocks come next in 
value, also the shadow of the chimney and details 
like the dark places under the eaves. They will vary 
in color, and the size and shape of the brush-strokes 
will vary according to their respective characters. 
Since, however, they are darker than most things 
which have gone before, there should be less water 
in the brush and more color. 

As the picture progresses, we may wish to modify 
some color already put on, such as, for instance, 
the yellow of the house. We can do it since as yet 
it contains no dark spots like windows. But to put 
a second wash of color over one already on always 
has a deadening effect. 
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Two weak coats of yellow or any other color 
will be much less crisp and brilliant than one 
stronger coat put on originally. Something seems 
to happen aside from the fuzzy and worked-over 
appearance which double edges give. If possible, 
get on plenty of color the first time. This will be 
difficult at first because all colors look darker when 
they are wet than after they are dry. It is most 
important, therefore, to ma\e everything, especially 
the dar\er values, a shade or two darJ^er and more 
intense in color than you want them to loo\ in 
the end* 

Darkest of all, and consequently the last thing 
to put in, are the windows and doors of the house. 
If the house has eight windows, three or four should 
be enough unless you are an architect or are doing 
a portrait of the house for the owner. If you can 
choose the windows that are characteristic and sug- 
gest the others, so much the better, The putting in 
of detail: rocks, trees, waves, etc,, is like the use of 
words in English. Your picture can be redundant. 
It can contain much that is irrelevant; as in the 
style of Sinclair Lewis, it can say too much about a 
given thing. Leave out whole “paragraphs” of stuff 

* Nodee how die side of the house ori^nal^ put on in I^otograph I 
has listened in successive pictures up to Photograph — a drying 
period of aho«^ 15 minutes. 
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that do not contribute to your characterization. The 
simpler and more powerful you make your state- 
menl^ the stronger will be its appeal. Compare the 
several page accounts in any encyclopaedia under the 
river Congo with the last four lines of Conrad’s 
“Heart of Darkness”: 

“The offing was barred by a black bank of clouds, 
and the tranquil waterway leading to the utter- 
most ends of the earth flowed sombre under an 
overcast sky— seemed to lead into the heart of an 
immense darkness.” 

The first is informative, and probably interest- 
ing. I haven’t read it. The passage from Conrad 
gives an emotion. It is pregnant with suggestion — 
as your painting should be. 

Watercolors, however, should not be literary. A 
lone figure plodding his way home won’t do any 
more. What you suggest should be not what some 
individual may be going to do or has done, but 
what the bdiolder would feel about the place if 
he were on that road. 



CHAPTERH 

MATERIALS AND THEIR USES 
Papers 

S INCE we have no white on our palette, we are 
dependent on the whiteness of the paper, 
clear, for absolutely white patches, or showing 
through the semi-transparent washes in die lighter 
areas. On this account we need the whitest possible 
paper. 

It is a fact apparendy not realized by salesmen in 
most of the art stores that the different batches of 
paper shipped them by the manufacturers vary in 
whiteness. Two lots of the same brand, grade, and 
surface will sometimes have quite a different degree 
of whiteness. This may Iw seen by laying a sample 
from an old lot on a fredi piece and holding them 
in a good light Sometimes the dd will be whiter 
Qt dark^ or they may be the ^ime. Keep a sample 
of the whitest d e£Kh make to tttke with you when 
you hoy paper. The discobradon is mosdy towards 

37 
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ivory or yellow with the result that a dear bright 
blue or violet is difficult of attainment. 

For the foregoing experiments I have recom- 
mended a heavy rough Whatman or Canson paper. 
Crisbrook, R.W.S., Arnolds, and many other papers 
are good. I mention these not because they are 
better but because I have tried them and am more 
famili ar with diem. Rough papers are easy to cover 
evenly with a tint, or large area of plain color, be- 
cause the grain or rough surface is composed of very 
small ridges and valleys. As the wet brush passes 
over the ridges, an even amount of color comes off 
and the valleys retain dots of wemess. If not too 
much water is used it is prevented from flowing by 
gravity and by the hict that the thinner coats of 
color on the ridges dry more quickly. For a painting 
where erasures or corrections may have to be made, 
Canson is probably the best, as it has the hardest 
surface and is slower to soften and peel under an 
eraser, sponge, or doth. 

Another interesting paper is the heaviest and 
roughest D’ Arches. It is really a cardboard and does 
not need to be in the form of a pad. Its surface , is 
slighdy darker and pinkish in color instead of yd- 
lowish like the other five. It is also the most ab- 
sorbent. For this reason, it is sui^ to work just 
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after sunset or on a cold or rainy day. Since the 
water is blotted or absorbed into the paper less time 
is lost in waiting for an area to dry. The staining 
colors blot into it very thoroughly, being almost im- 
possible to weaken or get off, but the pigment or 
sediment colors remain on the surface and can be 
more easily removed.* This difference in the way the 
kinds of colors act on the D’Arches paper suggests 
interesting experiments, for a sky can be tinted with 
cerulean or French blue (pigment colors). After it is 
dry, clouds can be put on with water and a touch 
of alizarin aimson, madder, or alizarin orange, or 
some other staining color. While the cloud is still 
wet, blot up with a blotting paper and wipe care- 
fully with a doth and it will be found that most of 
the partides of blue have been removed where it 
was wet. But the paper imderneath has absorbed 
sufiEdent of the water charged with the pink stain- 
ing color to give an orange or pink area hghter in 
value and varying in color according to the amoupt 
of water, the ddicacy of wiping, or the kind of 
staining color, used. 

Fabriano is another mc«t interesting papar widdy 
used in America, as well as in European countries. 
As the surface of the rough-grained quality is much 

♦ Note: Sec section on “Colors by Qnalides,’’ page 53, 
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lougha: Aan any other, it is well adapted to dry 
hru^ worL Although, like most papers, it varies 
in whiteness, it is generally the whitest of all the 
papers, probably because it is made in Italy, where 
diere is a lot of sun for natural bleaching, rather 
than in he north where there is almost none. For 
bright-colored sketches where a rough surface is 
desirably Fabriano serves a useful purpose. Its chief 
disadvantage is that it is ertremely soft as to surface 
and, once scraped or bruised, it takes color un- 
evenly. 

The smooth or hot-pressed papers are difficult to 
work. All the mdstore from the brush is hee to 
run to the lowest part of the wet brush-stroke and 
hus make a dark pool. A thin smooth paper should 
not be used even in a pad because the cockling or 
waving of the paper when it becomes wet makes 
much more trouble frcan pools than in the case of 
rougher papers. 

Thin, smooth paper may be used in the studio 
where it can be glued on a drawing boar4 or for 
outdoors it can be bought ready-mounted on a 
cardboard. 

Odors are much more brilliant on smoc^ 
than on rough. The rougher the |)aper the dnller 
the colors become becat^se e^ « tidge m 
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the grain casts a shadow of its own, thus throwing 
a veil of grayness over the whole surhice. 

Hot-pressed, smooth paper also has the quality of 
not allowing the colors to adhere very dosdiy. The 
pigment colors will wash off alm ost entirely, leav- 
ing white or slighdy discolored paper; and even 
the staining colors loosen when a new wet brush- 
stroke is superimposed over a color, although the 
last may be quite dry. 

A German paper called “Drawingart,” while not 
handmade, is claimed to be entirely of linen rags. 
It is cheaper than the others and a very interesting 
paper to use because though rough it has a hard 
surface. It is evidendy given this roughness by a 
calender or some mechanical means instead of by a 
wire mesh. The interesting point for us is that the 
grains are rounding instead of steep-sided, allowing 
-(with the hard surface) the wet color to run. It 
combines some of the advantages and disadvantages 
of both smooth and rough paper. 

Colored or tinted papers are more intofe^iBg to 
the worker in gouache d^ to the watercolcmst. If 
one puts Chinese white in watearcolor it can become 
a covering color, known variously as gouache, 
tempera, or bpdy edkw. Interesting effects may be 
adhifved widi It, but it is mme nearly rdated to oil 
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painting than to watercolor. It can be handled just 
as oil colors are with bristle brushes or a knife. 
Gouache is much simpler to use than watercolor 
because, as in oils, one can paint over or correct a 
mistake without much trouble. It is a frequent 
refuge for oil painters who wish to exhibit water- 
colors but have not the patience or time to learn 
true watercolor technique. If body color is used, it 
should either be used throughout, or confined to 
high lights or rare accents; otherwise one may be 
accused of avoiding a dif&culty or of trying to cover 
a mistake. The covering up of mistakes, like for- 
tunate accidental effects, is legitimate but should 
appear part of the intention rather than proclaim 
itself as a reconstruction. A woman’s face with 
make-up only on one side and not the other would 
be noticeable and felse, but if the touching up were 
evenly done, it might escape attention. 

Tinted Papers 

Tinted papers are made in 15 or 20 shades: 
cream, grays, ivory, etc. The difficulty for the 
watercolorist is that their colors are all standard 
and evenly tinted. One can make one’s own tinted 
papa-s by soaking a white paper with a sponge and 
then squeezing the sponge dry and wifrir^ off the 
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excess moisture until the surhice is evenly damp. 
Then paint on a light -wash of staining color and 
immediately after wipe off a second time with the 
squeezed-out sponge. An even tint can be put over 
the entire paper in this way, and it will be a tint 
of your own choosing. It may be lighter on one side 
and darker on the other if wanted, or vary from 
one color to another. If the tinted foundation is to 
be used for a sky, then sweeping clouds can also be 
put in while it is still wet, if you wipe quickly 
enough and have not too much moisture or color in 
the brush. 

The diflEculty with this method is that, if there 
is much slightly darker color to go over this foun- 
dation after it is dry, the new wetness 'wih loosen 
the foundation in some places more than others. 
This may be avoided by using, instead of water- 
colors, indehble colored inks which are not affected 
by water after they once dry. As many of the 
colored inks fade in the sunlight rather rapidly, 
they should be tested first. This loosening of a 
foundation tint can also be avoided by blowing a 
light coating of fixative on the paper after the tint- 
ing and before the next darker patches are applied. 

There is, moreover, no reason for not putting a 
httie color in the fixative if the entire surface of an 
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Otherwise finished picture needs a slightly difierent 
color. This corresponds to what is called glazing in 
oil painting and amounts in either medium to put- 
ting a veil of some modifying color over either the 
entire picture or a part of it The oil painty can do 
it with a brush or doth because the colors dry so 
hard that the new solvent does not dissolve them. 
This may be done with a fixative blower, or I have 
heard of using an atomizer with very diluted 
colored inks. In either case, practise the process first 
before trying it on a good picture. You will find it 
very easy to overdo this. As in suggesting windows 
or branches of trees, there is a temptation to be 
generous. Good taste requires the just too litde or 
just too few. 

Old pictures which you would otherwise throw 
away and of which you should accumulate at least 
a hundred in a summer’s work are fine material for 
experiments of this kind. 

Brushes 

Brush work is more important in watercolor 
than in any other kind of painting. Find a brudi 
that suits you and learn all the posable strokes it 
can make. Get large brushes than small 

ones — ^they can come to ji^ a 
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edge, and you can do just as fine and ddicate detail 
work with them, and at the same time can quickly 
fiU in a large area without losing precious time. 
Precious, because your first impression is usually 
valuable and is lost by changing lights or too pro- 
longed looking at the subject you are working from. 
Precious, also, because when a color is put over an- 
odier fighter one, it sofi:ens it, and repeated fitde 
strokes wear off the first color in some places and 
not others. Work quickly, if for no other reason 
than because speed will make you decisive and sure. 
You will make bad blunders and plenty of ugly 
strokes, but they are better than indecisive ones. 
More than with any other kind of art, a watercdlor 
must seem to have been easily radier than labori- 
ously done. Its spontaneity and dash are mcMre hn- 
portant than other possible good qualities, and these 
come chiefly from working quickly. 

When the brush is quite wet it will tint evenly (m 
large areas. (See Photographs III and VI.) Tip the 
paper toward you slightly so that the pool or rim of 
water will hang cai the near wcaking ec^e, carry it 
right off the ed^ of the pad — if p(»s3>le. If noi^ 
bhig it to a ccffoer of the tinted area and absorb it 
haci: into the kush wiping die budi dry with 
til ^1^^ The brush wh^ tinting these large 



MAKING WATERCOLOR BEHAVE 


46 

areas should contain the amount o£ mixed water 
and color that it will normally hold. 

For smaller areas, especially dark ones, there 
should be less water, about the amount o£ wetness 
that will result from dipping the brush in the water, 
touching it to a color in the box and then giving it 
a shake after the manner of a nurse with a ther- 
mometer. (See Photographs IX and X.) This is the 
normal brush-stroke. There is another degree of dry- 
ness which is equally important. For this dip the 
brush in the water, squeeze most of the water out 
by passing it lighdy between the thumb and fore- 
finger of the other hand, then get the color on it 
from a pigment in the box which has previously 
been moistened. This dry brush will touch the 
humps on a rough paper and leave a pattern of 
irregular untouched paper in the valleys. It is use- 
ful because it gives broken color and thus implies 
detail in bark, foliage, grass, stone, cloth, or in 
material with light glancing across it. For dry 
brush work, it is better to hold the brush as flat as 
possible on the paper — even place the forefinger on 
the hairs. (See Photographs II and VI.) 

Practise on the back of old pictures brush-strokes 
with varying amounts of wetness in the brush and 
with the brush held at different angles. Try the 
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corner of the brush, the edge, sideways; trail it, 
push it, pat with the side of it, press hard on it so 
that the heel of the brush scrubs the paper. Study 
the effects of these different strokes; try them with 
the brush as dry as a shake will make it or dryer by 
squeezing out additional moisture with the fingers. 
See if you can find in the patterns thus produced 
symbols for foliage, masonry, clouds or ripples in 
water. Try to utilize the symbol by employing it 
consciously on some det^dl. Study watercolors by 
other people and ask yourself how a cartain stroke 
or effect could be produced. Study Chinese 
Japanese painters when you have a chanco-iey 
are the greatest masters of brush work. Get any 
books available on Japanese brush work or water- 
color methods. r. 

Sponge (as a tool) 

Think of a sponge as a tool for getting original 
effects, not as a corrective for dark spots in tints or 
for working out mistakes. It is coinmonly used as a 
corrective, but the results are uncommonly bad. 

If a sponge is to be used at all, it should figure'as 
number one on the bitting order. For foundation 
wadies, skies, etc., the method is to wet the paper 
th(Mr<:«:^hly, then squeeze the sponge dry, quickly 
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absorbing all the water that it will naturally tak6 
up until the paper is uniformly damp but without 
pools. Apply the color with a large brush or the 
sponge itself as described under “tinted papers”; 
and then with parallel strokes or circular strokes 
repass the entire surhice, working from the lightest 
to the darkest. If the foundation tint is a late sky 
graded from rose at the horizon through lemon 
yellow to blue, it may be necessary slightly to revolve 
the sponge in the hand en route in order not to mis 
the colors. All this must be done before any part be- 
comes dry. Now while it is still wet is the time to 
put in a darker cloud with a fairly dry brush or to 
wipe out a lighter cloud with the sponge or brush 
cleaned and squeezed as dry as possible, or with a 
dean dry doth. 


Rubber Cement 

In sponging or brushing in a sky, it is sometimes 
not possible to pay attention to the outlines or edges 
because the time taken to paint around an intricate 
edge would be so long that the first stroke would 
iMy before the area was completed. Let us trace the 
stages in fating a picture where some lifter db- 
ject is silhouetted against such a sky, like ^ trunk 
of a white birch tree or a ch^^^p^ Jhard 
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This can be accomplished by first covering the birch 
tree trunk with rubber cement. Ordinary tire patch- 
ing cement in a tube will do — get it at any garage— 
or there is an illustrator’s rubber cement at the art 
stores. It is difl&cult to use with a brush except on 
smooth paper. For rough paper it is better to 
squeeze it from the tube directly onto the paper. It 
should be put on in a hiirly heavy coat or ridge for 
a thin tree trunk. As it dries it will flatten out and 
form a protective coating over the paper. You will 
find it difficult to handle and it has to be coaxed to 
make a sharp corner or a thin line. Be sure to use 
enough. 

It will dry in about ten minutes. Then with a 
sponge or full brush, tint on your background, with 
the same long, firm, horizontal strokes diat you 
would use if there were no cement. Ride right over 
it; even put a dark doud behind the birdi tree or, 
after the tint is dry, a distant hill or dump of trees. 
In Photograph XII the rubber cement lodrs lighter 
in value merely because it is dry. Any amount of 
work may be done over the rd>ber cement widiout 
di^urbing it In Photograph XIII, for instance, re^^ 
jpbctmns and ripples in die water are crossiiig the 
birch trees which, will later become pure white 
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In Photograph XIV the cement is being removed 
with a piece of art gum. In this case we start with 
part of the foreground. Note the particles which 
come off the two birch trees. Stainmg colors are 
better to use as far as this point because they are less 
easily removed in peeling off or erasing the rubber 
cement. 

Photograph XV shows the cement entirely re- 
move4 and from this point the completion of the 
picture is a matter of straightforward painting. The 
white paper in the trees and foreground can be 
colored. The branches and leaves, or the bands 
where bark has been peeled off, are things which I 
had started to do; but this particular picture done 
under the stress of comments and interruptions by 
the photographer, in making his exposures, hardly 
seemed worth finishing . While of no art value, the 
illustrations will serve to show you the possibilities 
of this method. 

As a result of using rubber cement^ all the parts, 
however intricate, even single leaves of a tree, if 
you go in for leaves, will be the original white 
paper. To have painted such an even dry or back- 
ground around and in between would have been 
impossible. 

Instead of rubber cement I have used, in coverisg 
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large areas, a material known as "Scotch tape.” It 
is a thing made up for commercial photographers 
to hold plates for printing. It may be obtained at 
the larger photographic supply stores. Scotch tape is 
a paper ribbon with rubber cement on one side. It 
sticks very well to all but the roughest papers; water- 
proofs the area to be protected from coloring, and 
usually comes away clean. If traces of the cement 
adhere, they may be removed with art gum or 
kneaded rubber. A pair of scissors is useful in cut- 
ting the Scotdb tape to die size and shape wanted. 

Colors by Qualities 

Paint is composed of three materials with three 
different functions: a powder or dye to give the 
color, a gum or glue to stick it to the paper, and a 
thinner (water) for varying the consistency for 
different kinds of brush-strokes. 

The mineral, animal and vegetable kingdoms 
have been combed rather thoroughly to provide us 
with pigments, and both chemistry and the coal tar 
industries have recentiy contributed some valuable 
new ones. The paints made by any of the reliable 
manu&cturers are all good in quality. Some |»mt- 
^ pspefer one make and some another; the prefer- 
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ence no doubt being based as much on prejudice, 
imagination or habit, as on difiEerence in quality. 

Some of the colors feide in the light and should 
not be used,-— usually the manufacturer classifies 
them as “not permanent” Sap green, cypress green, 
gamboge, carmine, yellow lake, mauve and most of 
the coal tar blues, violets and purples are such 
colors. Any manufacturer’s catalogue will give you 
a complete list 

Other colors, while permanent by themselves, are 
bad in combination. Emerald green and chrome 
yellow are such colors. Still others are bad when 
used with only certain enemy colors. For diis rea- 
son, it is better to do only what mixing is absolutely 
e^ential. Use the colors pure as much as possible, 
especially the brighter and lighter ones. Of neces- 
sity there will be some mixing and superimposing 
of colors. It is better to do this directly oil the paper. 
Put a brushful of the dominant color and then 
modify it with a part brushful of whatever other 
color is necessary. Since all colors seem darker when 
first put on wet than after they are dry, allow- 
ance should be made by coloring everything ap- 
jKurendy a Htde too dark. 

All the colors may divided mtp two classes: 
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what I call the pigment colors, and the staining 
colors. Pigment colors are the ones which contain 
as coloring matter a powder or sediment of varying 
degrees of fineness. These colors tint the paper by 
depositing on it a layer of particles. They are difi&- 
cult to tint with, easy to modify and remove with a 
clean brush, and can be more easily erased with an 
eraser after drying. The ones which have the coarsest 
particles and hence are most noticeable for these 
qualities are: cerulean blue, cobalt violet, emerald 
green, cobalt blue, ultramarine, vermilion, ochres 
and umber. 

The staining colors are the ones which depend 
on a dye, a stain, or an extremely fine dust— which 
acts as a stain — ^for their covering quaHty. These 
colors stain the surface of the paper rather than 
deposit a layer of particles. The coal tar, alizarin 
and madder colors are all of this nature, as are a^ 
Prussian and Antwerp blue. These staining ciiors 
are easy to tint with, but difl&cult to remove by wet- 
ting or with art gum or an eraser after Aey are 
once dry. 

The other rolcars range between the^ groups, but 
^ of them have more or less spedal qualitks and 
^ m slightly different ways in mixtures with eadh 
lie student will have to try dj^difierent 
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ones and see which, lend diemselves better to what- 
ever convention or style of work he is developing. 

Possible Palettes 

The choice of a palette depends on the kind of 
work to be done. For general outdoor painting it 
should include colors which will as nearly as pos- 
sible render, either singly or by mixtures, aU the 
hues of the spectrum and all the values in each hue 
from white to the darkest. It should also provide 
the opportunity of using each color in any degree 
of brilliancy from its point of greatest saturation to 
neutral gray. It should do these things with as litde 
mixing as possible and should contain colors which 
are inactive with each other and which are un- 
affected by sunlight. This is a large order. The 
Ihlowing three palettes are suggested as starting 
points in building a set of colors which will best 
serve your purpose. If you squeeze them out in the 
box in the order named from left to right, you will 
have the cold colors mosdy on one side and die 
warm ones on the other. The dull colors listed in 
each case should go under the corresponding bril- 
liant colors with black in the center under bright 
green. 
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palette no. I 

All these colors are mutually inactive; dmt is, 
any one may be mixed freely with any of the others 
without fear of discoloration from chemical re- 
actions. They are also chosen, at some sacrifice of 
brilliancy, for best permanence to light. 

Bright Colors, Top Row 
Cadmium Red 

Brilliant Orange No. I (Schmincke) 

Cadmium Yellow Medium 

Aureohn 

Lemon Yellow 

Viridian 

Cerulean Blue 

Cobalt Blue 

French Blue (Weber’s) 

Mineral Violet 
Indian Red 

Dull Colors, Bottom Row 

Burnt Sienna Ivory Bladr 

Burnt Umber Mars Violet 

R<anan Ochre Davy’s Gray 
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PALETTE NO. 2 

In this palette brilliancy is the objective. It is 
accomplished at a small sacrifice of permanency to 
lights and certain of the colors should not be mixed — 
especially emerald green, which turns dark with 
French blue or orange vermilion. 

Bright Gjlors, Top Row 
Orange Vermilion 
Cadmium Orange 

Brilliant Yellow No. II (Schmincke) or Bright 
Yellow No. 3 (Talens) 

Brilliant Yellow No. I (Schmincke) or Bright 
Yellow No. 2 (Talens) 

Strontian Yellow or Lemon Yellow 
Brilliant Yellow Green No. I (Schmincke or 
Talens) 

Emerald Green 

Brilliant Turquoise No. II (Schmincke) or Sea- 
^ green No. 2 (Talens) 

•'Prussian Blue 
French Blue (Weber’s) 

Brilliant Violet No. I (Schmincke) 

Alizarin Crimson 

Dull Colors, Bottom Row 
Burnt Sienna Payne’s Gray 

Sepia Neutral Tint 

Mars Yellow Ekivy’s Gray 

Lamp Bkdk 
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PALETTE NO. 3 

This palette is cheaper than die other two, since 
die substitutions provide colors which are not as 
permanent or safe but are lower in cost 

Bright Colors, Top Row 

Brilliant Orange No. II 
Brilliant Orange No. I 
Chrome Orange 
Chrome Yellow Medium 
Brilliant Yellow No. I 
Brilliant Yellow Green No. II 
Hooker’s Green (Dark) 

Brilliant Turquoise No. II 
Prussian Blue 
New Blue 
Purple Lake 
Alizarin Crimson 

Dull Colors, Bottom Row 

Indian Red Ivory Black 

Burnt Sienna . Indigo 

Burnt Umber CharoKil Gray 

Yeflow Odirc 
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Instead of this pdette one could use Palettes No. i 
or 2, substituting tempera colors in tubes for the 
more expensive watercolors. Tempera tube colors 
are so nearly like watercolors that it is difl&cult to 
tell the difference without reading the label. They 
are not quite as brilliant and some of them are not 
quite as transparent. Use them from tubes as you 
would watercolors. 

Most teachers of oil painting agree that a student 
should start with a very simple palette. The reason 
for this is to accustom him to mixing two colors to 
make a third and pardy to prevent him (by limiting 
his range of brilliancy) from painting pictures that 
are not harmonious in color. Many professional 
painters themselves use a very simple palette. I 
have heard diem cry in triumph: “There, I did it 
all with, three colors.” A limited palette, however, 
does not guarantee a simple and effective color har- 
mony. 

There are so many possibilities locked up in the' 
wonderful range of pigments at our disposal that 
it is a pity to try only a few. The lists which I have 
given are merdy a suitable starting point Do not 
think of these palettes as permanent; as you go on 
working, replace whatever colors you find you are 
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not using with new “undiscovered” ones. Let good 
taste in results be your guide rather than limitation 
of the pigments at your disposal. You may make 
unpleasing combinations, but if you recognize them 
as unpleasing, all is well. If you do not, you wiU, 
at any rate, be amusing yourself. We all produce 
painful effects from time to time. What a hearten- 
ing thing it would be to students if they could see 
the failures of our best painters! I am afraid self- 
abasement is not prevalent enough to lead us ever 
to expect to see an exhibition to which each would 
send his most atrocious color scheme. Look at your 
worst sketch before you destroy it or experiment 
with it And rest assured that many professional 
watercolorists, some of them frmous, have done 
things just as bad. 

Colors by Ma^es or Brands 

Test colors against hiding in the light by artifi- 
cially ageing them in the sun. To do this, put an 
even wash an inch or so wide on a piece of paper 
beside other such washes, label them wiA the name 
of the color and cover up half by clipping on a 
heavy dark |Kiper or metal or wooden cover, then 
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pkce tte sample sheet in a southern window where 
it will get direct sun for several weeks. On uncover- 
ing the other half, one can see what effect the sun 
has had. 

Among the Weber, Newman, Bourgeois, Le 
Franc, Winsor Newton, Devoe, Romney and Hora- 
dam colors which I have tested in the sun, I have 
found the following colors which either hided or 
changed: Italian pink, marine blue, saffron, mauve, 
violet lake, magenta, transparent green blue, purple 
madder, transparent blue, cypress green, sap green, 
geranium, Indian yellow, rose catharme, carmine. 
Among the all coal tar colors tested, — Schmincke 
“Light-proof,” Pelikan “Eilida,” Talens “Bright 
Series,” so-called Japanese inks, and several other 
kinds of colored inks, — ^the ones which have hided 
in the light are aU the cool colors in the spectrum 
from red to yellowish green, especially the blues and 
violets. The warm colors, particularly the yellows 
and oranges, are apparently light-proof. Although 
they fade slightly in strong sunlight I frequently 
use Schmincke’s turquoise no. II or Talais sea- 
green because they are splendid bright colors. It is 
unusual to hang paintings in the direct sunlight. 
When I use them, moreover, I mix in a IMe Ant- 
werp blue— the result is a cokar #Itkh has mmi of 
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the brillianqr of the coal tar color and some of the 
stability of the Antwerp blue.* No painter can get 
brilliant effects without occasionally using a fugitive 
color, sometimes without being aware that he is 
using it. 

The following colors fade or change color slight- 
ly; but they are permanent enough so that most 
watercolorists use them freely. They are colors 
which are almost essential and for which, eitha: on 
account of brilliancy or other special qualities there 
are no better substitutes: alizarin crimson, Antwerp 
blue, cadmium orange, neutral tint, Payne’s gray, 
Prussian blue, rose madder, sepia, vermilion and 
orange vermilion. 

My preference in makes of colors is probably 
prejudice or habit. I like die Weber or the English 
cadmiums (Winsor Newton or Newman), the 
Weber French blue, and the Schmincke “Light- 
proof’ for aniline or coal tar colors, that is those of 
ffiem which are sun-proof, the yellows and oranges 
and yellow greens. Among the aniline colors — 
either oil or aquarelle — have never seen any abso- 
lutely sun-proof turcjuoise blues or purples or vio- 
lets. With such rapid stride^ however, as have ktely 

> 

*T%is mixtare is oow p« up by Sdbnmdke onder tbe same of 
“Cmsra Bitte.” 
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been made by the manufacturers, these few excep- 
tions may soon join the large group of unalterable 
colors. 



CHAPTER m 
CORRECTIONS 

A lthough there should not be any correc- 
tions in a successful watercolor, its success 
may sometimes actually depend on some minor 
alteration. Just as it is very good training, as a mat- 
ter of discipline, to attend a drawing class without 
an eraser, or to write a page of prose without ad- 
jectives, it is good training in watercolor work to 
place one’s self in the position of thinking of mis- 
takes as irretrievable. Most of them actually are; but 
there are a few correction which can be practised, 
preferably after the painting is otherwise finished. 
Do not stop to fiddle with minor inaccuracies while 
the impulse is fresh. A good watercolor should not 
take more than an hour of fest concentrated work; 
while the conditions which drew you to that |»r- 
ticular subject still stimulate you. Afterwards, at 
home, as you lode at the picture and sedi to evalu- 
ate it and wonder what might have been done 
better, you will possibly see occasion for some of the 
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foUo'wing procedures. The chances are fifty-fifty 
against spoiling the picture, but I give them in the 
intarest of completeness. 

Dark touches can, of course, be put in over the 
light areas. It is the %ht corrections over dark 
which give trouble and are dealt with here. 

Erasures of Different Kinds 

% 

Construction marks in pencil put on before the 
colors, may be removed vdth a piece of art gum 
without gready disturbing the colors. This is espe- 
cially true of the staining colors — the sediment 
colors sometimes are inclined to loosen. In the dark 
parts of the picture such pencil lines do not show, 
but sometimes in a hi^ light their removal fresh- 
ens the effect 

Careful erasing with an ordinary soft eraso” vcdll 
lighten colors, but this is difficult to do evenly in 
large areas. 

An ink eraser or gum widi an abrasive in it vsill 
remove most of the color from the high spots in 
the paper and leave it in the valleys. This, of course, ' 
gives a speckled effect 

Sandpaper will act like an ink eraser, but more 
viokndy. 

^ich efifects as those of the son ^wing up water 
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The sun draws up water by means of a straight-edge 
and an eraser. 
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or casting rays, of dust particles in the air, or of 
light streaming through the window of a chinch 
interior, may be achieved with a straight-edge and 
an eraser — ^the straight-edge by protecting what it 
covers gives a sharper line than could be obtained 
with an eraser alone. A stencil for a curve or 
corner can be cut out of thin metal to give a sharp 
line when erasing. 

All tinkering with erasures gives a mottled aica. ■ 
on rough paper not wholly in keeping with die rest 
of the picture. 

Bristle Brush 

Any color may be lightened by carefully scrub: 
bing with water and a brisde brush such as oil 
painters use. Use fresh water and stand by with a 
cloth to blot up from time to time the paint which 
has been loosened. Although this method leaves an 
even surface, there is usually a dark line around the 
edge of the area treated. 


Brush, Cloth and Art Gum 

Any a>lc»: can be entirdy ronoved hom all hot- 
and most rcHi^ paper, hut not from rcm^ 
or D’Ardies (whidi have too soft sur- 
dbe fdlowing m^hod: With pure water 
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in your watercolor brush, paint over the area to be 
made white again. Use plenty of water on the area 
to be removed, but do not wet or dampen the adja- 
cent parts of the painting. Have the water fairly 
evenly distributed over the area. Leave it wet for a 
few minutes. You will find a t^dency for it to dry 
first in the comers or thin lines. Wet it again there 
if necessary. With doth or blotting paper drink 
up the water until the area is merdy damp. With 
a dry part of the doth, Iniskly rub across the entire 
area and adjacent parts, and quickly before it dries 
more mb with the art gum. The recently wet place 
will come off dean without disturbing the surround- 
ing throughly dry parts. Pure white paper will 
result unless parts of the wet pla<^ have dried too 
much. The white spot or line is always a trifle 
wi(kr than the part actually wet with the brudi for 
removal; that is because it is indined to spread a 
Htd^ owing to a small anaount of water being sh- 
sorbed out into the apparently dry rim. Ihis ten- 
dency may easily be allowed for after a little 
practice. 

A variation of this is a method makii^ douds 
or white steam coming from a chimney. Paint the 
entire doud and wipe ofi widiout letting dbe wat9r 
stay cfflt too kaig. You will notke tibat die back- 
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ground has been lightened perceptibly. The longer 
you let the water remain the more comes off. By 
light rubbing at the top and harder rubbing near 
the chinmey, with perhaps a touch of a soft eraser 
at points, a nicely graded bleaching can be accom- 
plished in the case of white smoke or steam. (See 
Photograph XVIL) 


Sponge {as a corrective) 

A sponge will remove the darkest color, but will 
leave a ragged edge unless it is handled carefully. 
When a part has been sponged it will not be pure 
white paper but gray in color, and unless the place 
can be crisply painted over, the effect will be bad. 
Use this only as a last resort. While sponging, it is 
wdl to have a dean dry dodi in the left hand to 
wipe dry as the color becomes sufSdently lo(mied. 
This prevents a bad edge. I spoil nii^teen out of 
twenty pictures wdiich I try to sponge into diape. 

Fixative Blower * 


Oil painters do what is called glazing, by whidi 
ksfesaut puttmg a traiiq)arei]t veff m diin layer of 
odbr the entire s^fice or part the ^irhice 
■^:m oditfwise finyied pic&sre. Ihe effect is to 



make die whole more 



68 MAKING WATERCOLOR BEHAVE 

ydlow, rosy or blue according to the color used. It 
is extremely difficult to blow colored fixative on a 
paper evenly and this should be practised first on 
old pictures or paper. The tendency will be to put 
in too much color at first and to get too much water 
on the paper. 

Cheil\ and Colored Pencils, Charcoal, Pen and ln\ 

Some watercolorists use chalk, pastel or colored 
pencils to cover up mistakes in a watercolor or to 
get effects not otherwise obtainable. This can be 
easily done, but the picture should be fixed after- 
wards with fixative like a pastel. My objection to 
this practice is on the same grounds as my objection 
to the use of body color, that the work becomes no 
longer a watercolor but a work in mixed mediums, 
partly a pastel and partly a watercolor. It is prob- 
ably ethical — anything is ethical in the mechanism 
of art — ^if the result justifies the means. In other 
words, do it if you can get away with it 

Wax Pencils 

Colored wax pencils such as are ^ven to children 
to play with will, if put on the paper before The 
paint is , applied, make lines upon whidb die wat^- 
color not “take.” Thus a screen or grill ^n be 
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put over the entire surface of the paper or parts of 
it. Fine tsvigs of trees, lines of rain, animal or bird 
cages, texture of cloth, etc., may be indicated with 
wax pencils of the proper color. 

Chinese White 

Chinese white is the one body color which so 
many watercolorists have employed that its use has 
become an accepted practice. It is suitable for high 
lights, reflections, etc., and does not detract from 
the watercolor, if it is not over-used or mixed with 
other colors to make the watercolor resemble an 
oil or a gouache. 

Penknife 

A better way of putting in highlights or trim- 
ming up a bad, dark edge against light is with a 
razor blade or sharp knife. A “v”-shaped cut or 
surface scratch will pick out white lights very effec- 
tively. 

Burnisher 

In using rough paper it is sometimes convenient 
to make a small section of die paper smooth. This 
may be done with an agate burnidier or a romded 
steel like the handle of a pair of scissors. 

A picture of mine in the Watercolor Collection of 
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the Brooklyn Museum called “Noonday Glare” is 
an example of this. To render the glitter of the sun 
on the water near the horizon the purest white was 
desired. Burnishing did away with the lumps on the 
paper and consequendy with the shadow cast by 
each lump. (See photograph opposite.) 

On occasions when a color looks opaque and 
shouldn’t, a burnisher is also usrful. Light rubbing 
will render it more transparent. 
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CHAPTER IV 


STUDIO WORK ON OUTDOOR SUBJECTS 


C ollectors and connoisseurs of watercolors 
sometimes ask if they were done on the spot, 
the notion being that if they had been done there 
rather than at the studio there would be more snap 
and character to them. This is sometimes true, but 
not always. Many painters of landscape do more 
“outdoorsy” work at home from dcetches taken in 
the field than they do on the spot. Perhaps it is be- 
cau^ the sketch reminds them of the important 
characteristics of a place, time of day or feeling, and 
they forget the unimportant ones. This eHminatktn 
of the unimportant may be a sifting in the memory, 
and may with certain people be bettser than the qcm- 
spous attempt (on the to record <»ily lliat 



whith ccmtribt^es to 
Qf q?«rse^ if iq^y in ^ .^adlo, cm 

lose wllh mw ^cmces c£ jm^atimi 

inxoie t^fio^atda. Indeed, nmy 
idte: fh^ fii^ years 
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of gathering material and experience betray it in 
their product. In any events “working up” pictures 
at home is at least worth tr3dng. In the first place, 
diere is no need of tampering with the original 
sketch. Start a new one from it. After several penal 
plans of different variations you find that you can or 
cannot improve the composition. In either case the 
procedure is the same as with the outdoor ritetch. 
It should be done in the same riiort time — possibly 
one hour — and with the same freedom. You will 
have plenty of dean water and a table (waist high) 
to work on instead of squatting in the sun. You will 
have a much wider range of pigments. A dull red 
that was had before by mixing orange vermilion 
with black or some other color, may now be chosen 
as light red, Venetian rod, or Mars red, and will 
ring true. A riiadow that you made too dark and 
unifimn can be enlivened by a r^bcted li^^ if 
d^ory or make an e:m]% for it, cht indeed 
without any excuse if it improves the cdica: pattern. 

The paper should be horiamtal as it is on 
the ground outdoors and the light should come 
from as high as pc^sible, preferably &om overhead. 

A Larger Palette 

For tibe studio a large |alette with a wicfe choice 
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of colors gives flexibility and quidt selection. The 
palette can be set up like the outdoor box according 
to the spectrum, split at the red to bring the cold 
colors on one side and the warm ones on the other; 
but thare will be more colors, more space. They 
may be arranged in three or four rows, along the top 
the brightest ones and also those which by their 
nature should not be mixed (orange vermilion, 
chrome yellow, and emerald green.) 

In the second row place colors which can be 
mixed if necessary^some of them as bright as the top 
row, others not quite as bright (the warm coal tar 
colors, — reds and yellows, Antwerp blue, ultra- 
marine, mineral violet). 

In the third, duller or grayer pigments corre- 
sponding in the spectrum to the ones over them. 
(Siennas, umbers, dull reds, ochres, the Mars colors 
dull greens, Payne*s gray, neutral tint, bkck sepia.) 

With as complete a palette as this there is rardy 
any mixing ; you can almc^ put ycHir brush ri^t 
on the desired s|K)t as r^ards intoisity shade. 
Ladyflnger pans candy pans at the Five and Ten 
Cent Stores, enameled white with Diko^ make good 
krge-dz^ pal^^ t^ sque^s to each lady- 
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Photographs 

I sometimes take a photograph after completing 
an outdoor sketch which looks as if it had possibili- 
ties for later development. I say this realizing that 
it will evoke the scorn of many paintars who sup- 
pose that the intention is to copy the photograph. 
The snap is often quite valuable as raw material. 
You can ehminate from a photograph as well as 
from nature and it often supplies a detail or surface 
appearance which is invaluable. With such a sketch, 
I sometimes make a pencil drawing or two, varying 
the composition slighdy in each. These drawings 
often give me a better composition than the color 
sketch. The photograph and pencil drawing, as well 
as the sketch, serve to freshen the memory and re- 
awaken the first impression. 

A Pocket Recorder 

How c^en ycni see scHmehicg you wcwld like to 
paint whai you haven’t your materials with you! 
Loc^ as you will, it is difficult to imjffess it upon 
the mind suffidaidy to go hcsne and reccsd ft. l^jr 
diis reason, I make a practk^ of carrying a snmll 
watercolor set in the side-pcxhet cif my car. It is 
gnall enough to go in an overcoat pochet as wdh 
There are a 4 x 6 inch pad, a 14 “Kh flat brush, ami 
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a child’s paint box widi seven or eight brilliant colors 
and black. With color notes (small rough pictures) 
this size and a pencil drawing on another sheet, a 
fleeting moment may be saved for posterity or the 
family waste basket. 

Spatting a Figure 

Many watercolorists have the knack of placing a 
dark accent — a window, boat or figure — ^in exactly 
the right spot. This often evokes the comment: 
“He does it by instinct^ something sidxronscious, cas- 
ual, but unerring.” Those who have overheard 
such flattering remarks and know them to be un- 
deserved may smile. Here is my best method for 
putting a figure on the spot. First make the figure 
or several figures in slighdy different siz« on an- 
other pia:e of paper. Cut them out roughly with 
sd^rs and tadc up tibe picture aaoss the room, 
then the tail on the donkey” in various places 
and vwth various-siz«l figures or groups figi:ffes 
until they canned be irK)re sniffing, as to size or 
position. Leave theta <wer n^t if ym are nert sure, 
ffien either Mark aroitad or piint ff^m in 
from head and foot marks. 
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GENERAL NOTES 
/. Lightening a Color 

S ometimes when a sky or sea is being painted 
one will notice an uneven appearance or dark 
spot, or the whole may be too dark in value. All of it 
or parts can be lightened, if, before it is quite dry, a 
soft cloth is passed very lighdy over the sur&ce, 
almost trailed across. Move it toward the edge of 
the paper and away from any outlining of horizon, 
trees, or roofe. 

2. Pomes 

Stand back, while you arc working, and look at 
the picture from time to time during the drying 
periods. This will help form an idea of the nest 
move. Thr^ intermissions in the course of a paint- 
ing are quite likdy to prevent three false moves. 

5. Delayed Drying 

If you widb to spend mtare tiaM: m a fart of the 
f^rture than is allowed by the mtuial dryir^ tiiyic, 
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a little library paste or watercolor medium (called 
megilp) may be added. Some prefer glycerine. 
Many paiuters use a lot of paste but the effect while 
interesting is somewhat different from that of a 
normal watercolor. All these things are worth try- 
ing; you may find in some such procedure exacdy 
the technique which suits you best. 

4. Painting in the Cold 

When painting at an altitude or in cold weather, 
a waterproof glove on the left hand is a comfort as 
this hand is constantly used for squeezing extra 
water and color out of the wet bmsh. On days be- 
low fireezing, the color sometimes freezes on the 
paper. This may be avoided by adding a litde salt 
or alcohol to the water. Salt is better as die alcohol 
interferes with normal brush work. 

5. Brush Drill 

A wet brudi puts a lot of water, containing 
either a smaller or larger amount of color. A dryer 
brush puts on leK wato^, but the percent^e of color 
in the water may be so great as to leave a darker 
strdte oti the paper than woidd a wet brudi. If the 
i^udi and squeraal dry, it will blot up or 
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absorb water from the wet paper; with the ab- 
sorbed water it will take up an equal proportion of 
the color which was mixed with the water. It is 
therefore possible while the paper is stiU wet to add 
to or take away colors from a given area or to flood 
in an additional color, allowing them to run to- 
gether. The wetter the area, the more the new color 
will blend or run in. A small amount of well- 
directed practice in modifying a wet area of color 
will greatiy strengthen your brush work. 

For instance, put on a medium wet stroke of blue, 
thai with the dry dean brush absorb part of the 
color from one end. Do this again and instead of 
bleaching one end, strengthen it by a dry brush 
charged with stronger blue. Next try a third bleach- 
ing and, immediatdy adding some orange or red, 
bleach the latter color. Devise studies of this kind 
and watch the results for useful tricks applicable to 
landscape. 


6. Framing 


In framing a watercdor scane have a preference 
for a dose frame and others for a ma^ ehh» Tidiibe 
or sfXQt pkin color. and ma$ as 

nmdi a part of the picture as^Of ^ aceis 


or “spots’* pot in 
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should be the judge of how his picture is to be pre- 
sented. Experiments should be made with different 
colors of moulding and different mat materials. The 
width of the mat or its color will often either make 
or break the whole impression. While it is usual to 
make the mat all of one value and hue, it is interest- 
ing to try shading the mat difierendy on one side 
and the other or from top to bottom. For example, 
imagine a j[mnting wherein bright sunlight is im- 
plied glittering on water at the left side of die pic- 
ture, the right side being darker. If the mat were 
tinted darker on the left side the effect would be to 


heighten the glitter of the water. What takes place 
in this case is an optical illusion. The mind assumes 
that the mat is all of one value, because mats usually 
are; therefore the eye sees the sunlit water as lighter 
than it is really painted. If the mat is subdy shaded 
you can thus increase your possible range of values 
beyond blade and white and achieve a color apjrar- 
endy more saturated in any given value than die 
one you have actually used. (SeeIhotogra|hXVIII.) 

The same process will vmik with hues as wdl as 
values: a blt^ sky may be seonii^y intensified 
widiout using a more l»illiant hand of bkie, by tint- 
hig the part (d the mat which is juxtapose 
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mentary <x)lor of blue) and the other half very 
slightly gray or even blue. 

7. Care of Pictures 

Wato’colors should naturally be covered with a 
dear quality of glass and the crack between the 
glass and the wood of the frame should be sealed 
all around with a thin piece of gummed paper or 
cloth tape. This keeps out moisture in a damp cli- 
mate and coal gas in an overheated or poorly venti- 
lated room. Framers in the United States usually 
neglect this precaution although they frequendy 
seal up the crack between the wooden frame and 
the usual wooden or cardboard backing. 



CHAPTER VI 

REMARKS ON UTILIZING TECHNIQUE 

W HILE I have thus fer purposely regained 
from any generalizations on painting, the 
following remarks may be helpful. Some of these 
are original but many of them are quoted from con- 
versations with other painters, or books on art, 
which, by the way, are nearly aU intaresting and 
should be read by the student in order that he may 
have at his disposal a choice of the accumulated 
prior thought. I would give credit to the ones 
quoted, but memory is not infallible and I fear I 
should misstate the remarks of some painter or 
author. 

Don’ts 

Don’t choose a complicated subject with too 
man y thing s in iL Simpler ones are better and eaaer. 
Don’t use small brudies. 

Don’t mix nK»re than two colors tcgeth^ in die 
box. Mix than on the paper by applying succe^ve 
alternate brudifols. 


8i 



82 MAKING WATERCOLOR BEHAVE 

Don’t^ more than is absolutely necessary, super- 
impose one color on another already dry. They 
lose brilliancy. 

Don’t look too frequently at the subject because 
you will become obsessed witk unimportant things. 

Don’t spend more than an hour on one water- 
color. 

Don’t forget to dean your brush between colors. 

Don’t walk past a subject that appeals to you 
looking for a better one. You may walk miles with- 
out jfinding it and get into a frame of mind when 
nothing seems good enough. 

Don’t be discouraged. 

The object of painting is so to dispose areas of 
color within a frame that they will give the be- 
holder the strongest possible emotion. There are 
various conventions which different groups of paint- 
ers observe. These groups are all interested in vari- 
ous kinds of formal composition (arrangement). 
We have the conventions of the Japanese print- 
in^er; the standard rules of the older European 
painters which have been copiously discussed in art 
books; the coundess “isms” of the last few decades: 
dynamic symn^try of line, space and color; plastic 
rece^on and aibic conception. Smne of th^ theo- 
ries will live and others not, bat they are all mc^ 
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interesting to tlie art student and should be studied 
and used when appropriate. 

In arranging your composition the size, shape 
and color of a spot of paint may be more important 
than what the spot represents. You may, neverthe- 
less, have occasion to wish a spot to be recognized 
as some particular thing. This can often be done 
merely by carefully drawing in some characteristic 
detail of the thing or by inventing an easily recog- 
nizable symbol for it. 

With trees, for instance, there are certain charac- 
teristic lines and treatments which, in most people’s 
minds, denote a certain kind of tree. It may be use- 
ful to you if I roughly sketch the set which I have 
found helpful, in order that you need not worry 
the observer by making him try to account^ for in- 
stance, for a palm tree beside a New England bam, 
where he might have been prepared to see an apple 
or an elm. Such an anomaly, of course would nc^ 
trouble those who think in terms of hea: des^ car 
color: fot them it need not be a tree at alL 
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Symbols and Brush-strokes for Twelve Kinds 
of Trees 

The foUowiiig illustrations show, in eadi case, a 
possible symbol to have in mind while painting the 
tree. 

In the middle row are practice strokes or related 
brush-drill. 

In the bottom row the strokes and symbols are 
utilized in produdng sample trees. 

Like rpany things in this book, these are not en- 
tirely original. Everyone connects arches with elms . 
One of my students thought of the “Y” and loops 
for the willow. The duck’s leg fdt pine branches is 
a JajKUiese symbol (Kano, I believe). 

See if you can find new ones for other trees or 
better ones for the%. 




Cypress. A flat brush, or one flat with rounded corners, for the foli- 
age; for the branches and twigs a round pointed small brush. 

Lombardy Poplar. Quick, dry, vertical strokes. A rigger or thin, 
roun<ftl>rush is good for the branches. Aim for the zenith. 

Maple. Elliptical fuzzy strokes with a big brush. Note the relative 
size of the trunk and branches; also the way the branches are at- 
tached and the spherical solid outer shape with dark holes in it. 



XXII 



Elm. The elm branches do not droop as much in winter as in sum- 
mer. When full of sap the leaves of an elm weigh down the limbs. 
Note the lozenge-shaped air-holes between the branches. 

Apple. Nearly always a branch or two sawed off. The trunk usually 
leans one way or the other. A pear-tree in shape is a composite of the 
elm and the apple. 

Palm. A pointed round brush used dry; the same type of stroke as 
with the fir-tree. 
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Observation 

All color is relative to the colors surrounding it 
In judging what color to paint a thing, do not look 
at the thing itself biit at a neighboring piece of 
color. If a house is seen against the sky and you are 
ready to paint the house, fix your eyes on the sky 
and without focussing them on the house at all, ask 
yourself what color and value it should have. When 
determining your ^y color, do it while focussing 
your eyes on the house. 

Things as they become more distant should be- 
come paler or lighter in value and bluer. An over- 
emphasis of this usual efiect will give better third 
dimension. The exception to this rule is looking 
toward the late sun on a misty day when the dis- 
tant things are warmer than those in the fore- 
grotmd. 

A large area of color in landscape is rarely ^- 
fcrm in value or hue. Sky on a cloudless day or on 
a compl^dy foggy or dull day varies so imper- 
cefrtibly that it is often painted as a uniform p^:e. 
Cut two holes the size ok diroe s three or four indhes 
apart in a piece of white paper aiwl hold it up before 
die face; then look with one 'eye at the ^y alter- 
natdy tKymigh <aie hde and the other. Whedier 
you hc^ diem up and down or from side to side 
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you will be surprised at the difference. Over-empha- 
size this difference as usual to allow for the feinter 
indoor ill umina tion of your picture. 

English painters have an idea that by turning the 
head upside down so that one sees the landscape 
wrong side up one can better judge color. I could 
never see much difference; but the spectacle of 
countless artists earnestly standing on their heads 
all over England has its possibilities. The English 
watercolorists do get extremely subde effects in 
their middle values, and can paint foggy and gray 
days more sympathetically than artists of any other 
nation. Looking at things upside down may disso- 
ciate the things from their color so that our mind s 
do not pervert our sight. It is true that because we 
know a house k painted white or that grass is green 
or sky blue, there is a temptation to see it as white, 
blue, or green; when it may not be so in relation to 
its environment 

Outdoors your picture is illuminated widi many 
tirass the light which shines on it indoors, so that 
it will look more brilliant in color than it r^Uy is. 
To make it brilliant enough inrid^ purposely ex- 
£^erate all the colors and values. If you see a sug- 
gesAm of a color in a certain thing, paint it with a 
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Expression 

Listen to as many teachers and painters and read 
as many books on art as possible, but accept only 
what is plausible. Don’t get under the spell of any 
one master. Change schools frequendy. No one 
man knows everything. Listen to the modems with 
interest^ try to name the charlatans among diem. 
Give equal attention to the conservatives; try to 
name the ‘*old chromos” among them. Don’t per- 
suade yourseh that you must like a type of work 
because it is fashionable or because it has won prizes 
or has been wdl spoken of by connoisseurs or be- 
cause aime museum has bought it. The judges of 
art are almo st as hillible as yourself, hl^y talkers 
and writers on art are more interested in impressing 
you with their vocabulary or holding d^ir job or 
attracting public notice than in analyzing the con- 
ventions or forces which produce a given type of 
picture. Many dE them are guessing and specukt- 
ing. RejM-oducc nature photc^aphically if you widL 
If you do it well enough, that is an acamiplish- 
ment Interpret nature, if you will; you may do it 
in terms whidi will be entirely new. Merely sug- 
gest trains of thcMight to the beholder if you have 
efficient power dE aiggestion. Expre^ your^ if 
you think others will be interested; probably they 
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won’t but they may pretend they are. Think in 
terms of color, or mass, or make pure abstractions. 
None of these things has yet been well enough done. 

But^ whatever you do, do it without shame or 
fear of what any particular friend or critic will 
think. If you do any one of these things well 
enough, you will find acceptance and a public, ene- 
mies and defenders. 
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